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>olidified world, that unruffled peace built of turbulence,
the extra-dimensional music
We cannot do full vocal justice to Shakespearian verse,
out we can avoid crass blunders This infinitely subtle
:orrespondence to each fleeting thought and delicate emo-
tion need hardly ever be accompanied with gasps, groans,
and sobs I have seen a six-foot Romeo lie on the stage
making awful sob-sounds
Wert thou as young as I, Juliet thy love,
An hour but married, Tybalt murdered,
Doting like me, and like me banished,
Then rmght'st thou weep, then might'st thou tear thy hair,
And fall upon the ground, as I do now,
Taking the measure of an unmade grave
The maximum of rhetorical power should be put into the
fling and abandon of such a speech, but never for an instant
should emotion overspill the cup of poetic control Too
often we find simultaneously a fear of rhetorical abandon
and a desire for crude expression in sobs and gasps Rorneo
should not be a big baby here, but a terrific poetic force
Let the torrential flow gather up and crash over musically
The bodily fall should be itself melodious, matching the fall
of the line, while the voice correspondingly descends the
scale, and aftei the grand swaying cadences of the last two
lines Romeo must he still and silent The emotion should
corne through the words and action, not in extempore
animal sounds of the actor's invention
In stabbing himself Antony need not gasp or grunt it
makes you think something has gone wrong and he is really
hurt
Beside and beyond the words we also must consider off-
stage sound-effects These are frequent and of great import-
ante their neglect or sluinng is probably the most out-
standing defect in modern Shakespearian production* I
refer to trumpets, alarums, drums, cannon, tolling bells,
and, above all, the thunder-tempests and music On these
two latter, as I have argued at length, the Shakespearian